FROM BEFORE BIRTH TO AFTER AMAMI:
FRAGMENTS FROM A LIFE IN ART

[TLY b1 ILY DO NEDRRER]
(20224 7H248~8814H@QET—HESERELERTE)

1. Before Birth | & Il
st EDART (FEM: 2 BH)

“Before Birth,” folio # 1 of 12
(AR 21209 b 1KRHD 7 ) %

Before Birth I the first version of this set of twelve folios, is in the Special Collections of the Merrill-Cazier Library at the
Utah State University and was displayed at the Springville Museum of Art exhibition titled “Roots & Branches,” June 13-
November 30, 2018. Before Birth Il is a promised gift to the Church Historical Museum in Salt Lake City Utah.

GIAEDIT (1CH) ) - 21280 S OERBEOPIEL, 2 FHVZKED X Y L-2 Y 7 —KEMHORH 2L 7>
a VIR ST 5, 20186 H13HD 611H30H, A 7V ¥ 7' 4 L Efliffi (Springville Museum of Art) D&
4 TR (‘Roots & Branches”) | TR I N, (AR (2/4&H) ) &, 27 M YL b LA 72 HOHSRELEY)
fifi (The Church Historical Museum)IZZ 3% Z £ 23R F 5T\ %,

Four single-fold folios (2017), acrylic painting and printed text on Lokta paper from Nepal, each folio
measures approximately 19 x 26 inches.

AFD7 VA (O Y D7 — MMESH) (20174) . v 27 ¥ [ 8= VBT EKIc 727 VL
] & AR, A4 R - #9948 x 66 cm

Description: In the World of the Spirits before you were born, you chose your Earthly parents. This
is what my grandfather, who had prophetic gifts, told me when | was sixteen (at the time that | did
not fully appreciate the special intuitive parenting gifts my mother and father possessed). In this set
of folios, | explore why | might have chosen poor parents living in an isolated Idaho mountain valley
during the Great Depression. My images and words led me to the realization that when | chose my



parents, | was also choosing a culture, a religion, and generations of stalwart grandparents including
a prophetess, horse traders, a martyr and much, much, more.

RS s A7 IR EFNAENCEZBLOM A CHIBRD B 2 IEBATE 72, L. TFHIBIDOH > 72
BRI DIACE W E Lz QYRR B E ROFFE L ERNBEVREICH F D KRN H D F
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CZHEBEEALTEENTELZDD, OV THESTWET, HODIEESERZEL Taroz 2
S, FAEHPEL A EA LRI T T B3 &R HE R HALREE R4 D T & b g
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2. In & Around Sandhill House: The 1930s
WD RDOFED L : 1930 4%

“When little Brent first became a writer “
(He wrote his name on a Sandhill House wall and was punished.)
(G 7L v D3I THESRIZ %5 > T It)
(BOROFR ODEEICH DA EFHTRONE L%, )

Four single-fold folios (2019-2021), acrylic painting, written and printed text on Lokta paper, each
folio measures approximately 19 x 26 inches.

47D 7 VA (O h D7 — FMESR) (2019~20214F) . 1 7 Z it [ — VBT ZHK]1C
77 UV, FEHEEHMOXT., Y4 X #J48 x 66 cm

Description: In 1937, when | was three years old, my father built a two-room house at the bottom
of my grandfather’s cow pasture on a sagebrush-covered sandy hill in Fairview, Idaho. The things |
did during the three years, from ages four to six, while living with my parents in “Sandhill House”
foreshadowed my entire life. Those three years pointed to whom | would be and the things that
would become my passionate interests for a lifetime. The folios show my discovery of newspaper
comics—Sunday “funnies” (a kind of art world). They show my love of books—my mother read



stories to me about children who visited their aunt in New York City, and | imagined what it would
be like to explore a world so different from my own—I have, and now | live in New York. The folios
hint at my dream of becoming an artist—and my first artistic failure. Perhaps more than any other
idea they show my escape through exploration of my actual world and the symbolic and artistic
worlds | began to imagine.

RS 0 2 FADY 3K o 7219374, HRDAWE I T7 A Y HFMD 7 27 E2a—LWIHHTIZHD L
2o ZRUEWHIORIZH D, XD EVRFIZEK > TE L, RIZZDEDEIZ2HEDFRK
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PR L 722 Lk, ZOBRDIDANELTEZREML TV ESZAET, AR ED X I 2 AT
E3 20, BEMIERAZR->TEE2 22, ZO3EMPRLTVEDOTT,

IN6D7xV4 (ZOIHo7— MEM) Tk, BAFEOPICEmZFER L 22 232 &3
ARINTVE T, Y7 —funnies’CREIDFRIO HIEK=2 = v 7113, —fHo7— iRl %,
INGD7 A VA TEBAREZ LI ELT0D 7, BPRICHATINLZAT, 28D
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W 7 R CEMI R R T,

3. Bear River Suite: The 1940s
REJII DA © 1940 FEK

Graven Images & Passions: Remembering Ana Mendieta
A folio from the Bear Suite
(B EEE: 7F - AT 4 28 ZIBAT)
RENDFAND 7+ VA (228D 7 — FER)



Four single-fold folios (2016-2017), acrylic painting, repurposed Chinese book pages, written and
printed text on Lokta paper, each folio measures approximately 19 x 27 2 inches.

4707+ )F (O h D7 — FMES) (2016~20174E) . 1 7 Z it [ — VBT ZHK]1C
77 VIV, BAHOWEORDE, FEE EHNCT., KA X 48 x70 cm

Description: In the 1940s my parents’ Idaho farm was just a mile away from Bear River. On summer
days my friends and | would ride our horses to the river, swim, belly-slide on slick mud, and | would
form huge sculptures in the sand. | explored Bear River in all seasons. One cold winter evening,
with one mighty shout, | caused ten-thousand floating Mallard ducks to take flight. My mother hated
Bear River; she hated my going there; a relative of hers had drowned in the river. Decades after my
Bear River adventures, at the University of lowa, | had a Cuban American student, Ana Mendieta,
who became famous for the figures she made with earth, fire, and water. Her figures reminded me
of the ones | modeled in Bear River sand.

RS 2 1940448, T A ¥ R DOIADOMBE O X, FEJIl (Bear River) & W) )l 5 H T 0321 L
[BkmEFID & ZAICH D L7z, BEDOR, FAIKNELEBICES>TZDINATHTHKWED, S
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02 <. BRI Tal-o7zbnz2 B L £ L 7%,

4. For Internal Use Only: Becoming a Modern Artist in the 1950s
WIREE D & BURT — 7 4 A B IT7e > 7 1950 44X

Remembering For Internal Use Only (2021), collaged acrylic painting on
Shizen watercolor paper, 23 x 30 %z inches.
( (NEBEHDA) Z{EA T ) (20214F)
SV THA OKREEARIZT 7 VD2 T =Y 2 fi A X 158 x77 cm



A set of four folios (2019-2022). The first is a single-fold folio: acrylic painting, written and printed
text on Lokta paper measuring approximately 19 x 27 2 inches, (2020). The second is a single fold
folio with collaged acrylic painting on Shizen watercolor paper measuring 23 x 30 Yz inches, (2021).
The third and fourth are three-fold accordion folios with collaged acrylic painting on Shizen
watercolor paper measuring 23 x 30 %z inches, (2022).

45D 7 VL (O h o7 — MES) (2019~20224F) ., —~HKBHD 7 VA IZ2H D (—
37 D) (2020%FE) w7 ik [Ro8— VEITFIE SN T 7 Y Vil FEE & ARG B4
R 1§48 x 70 cm, “H/HDO 7 AV AR OH D (—EIFFD) (20214F) XV TFHA v
(Shizen Design)D/KEZMAMIZ, 727 VLD a 57— 2, YA X §58 x 77 cm,
S/HEABHO 72V A E3ILO7a—F 4 4D (20224E) : &£~ FH A >~ (Shizen
Design)D/KEHAMKIC, 77V VED 27— 2, 34 X : 58 x 77 cm

Description: In 1950 when | was sixteen years old, | traveled the 2000 miles from Idaho to New
York City. During my brief visit, | purchased a book titled Best of Art written by critic Emily Genauer’s
about the paintings of 50 contemporary artists. The artwork that impressed me most was Stuart
Davis’s painting “For Internal Use Only” (1944-45). | returned to Idaho and began making my own
paintings of architecture in Davis’s jazzy style. | imagined that | was becoming a modern artist. The
four folios in this series pay homage to Davis’ painting and to the memories of my own juvenile
paintings.

RS 167% 77 > 7219504, FAMZ T A A0 6 = 2 — 3 — 7 DEF~20007 A4 )L [#93,219km] DK %

LE L&, BolfEdic, ZMEmEn ) — - P2 F o7 =080k TR2L - 47 - 7—1hy
(Emily Genauer, Best of Art) £ W I ARZEH W E L7z, S0 NDIAR T —F 4+ X b DI D\ THAS

L7ARTY, ZOHTROBEHEZZITIZDIEFEAF 27—« T4 T4 ZAD (HNIERHEHDOA) &

) #=T L 72 (“For Internal Use Only,” 1944~19454F) , fAZ 7 A ¥ HRIZIED . T4 T4 ADIRF 7%

A ANCTREDRZAELIROEF L7z, HOVHRT—T 4 A Mk 272b D THID L 7,
COFERD7 AV A A4RE, T4 T4 ADfg e, HOEOAZ OO B WHIZEIT 2 /EMTT,

5. Guernica and me: Picasso, War, Horses & Pedagogy in the 1960s

PN = L D 19605ERDE A V| ik, B, 2 L THEY

=3 ”

“Picasso’s Guernica & Memories of World War I, Fought
on the Blackboard @ Fairview Idaho Grade School”

(CayDrn=>h EE - RMFERKBORE : B TO >, 7A Y FDT7 27 E 2 —/NEKIZT)
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Four single fold folios (2021) with collaged images from Picasso’s Guernica and acrylic painting on
Shizen watercolor paper measuring 23 x 30 'z inches, (2021).

A4KD7 VA (O 07— MMEM) (20214) . > ¥¥ 734 > (Shizen Design)D 7K ¥
A, EAVD (FN=Ah) E727VNEODaT—2 a2, A X :58x77 cm

Description: In the mid-1960s | based the experimental portion of my PhD research on teaching
fifth- and sixth-grade school children about Picasso’s mural Guernica—and about the bombing of
the Basque town in which the Nazis experimented with the killing of innocent civilians. The bombing
foreshadowed what was to become common practice during World War Il in both Europe and Japan.
In 2021 as the Covid pandemic raged | made a series of folios paying homage to Picasso’s
Guernica, to my own memories of drawing battles of fighter planes on the blackboards of Fairview,
Idaho grade school, and to Picasso’s horses symbolizing the agony of war’s victims (and the horses
that | drew on the blackboard when my fourth-grade teacher invited me to teach an art lesson to the
students in my classroom). In the series | also wanted to pay homage to the psychologist Rudolf
Arnheim who wrote so insightfully about creativity and visual thinking in his book PICASSO’S
GUERNICA: THE GENESIS OF A PAINTING (1962).
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7,

6. Un-Ode???? on a Tyger-Jet in the UK in the 1970s
RETD19704E, ¥4 A — = v MK LD

“1 Wltness Hypenon s Battle with Tygers & TygerJetPIanes”
(ReZAHD =Yz b RY T VDL E BT
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Four single-fold folios (2021) made from collaged images cut from William Blake’s illustrations for
Thomas Gray’s poems, and acrylic painting on Lokta paper, each folio measures approximately 19
x 27 Y2 inches. Two of the folios are made on Lokta paper coated with black gesso.

A4/D7AVA (oD D7 —FEM) (20214F) . v 7 ¥ [ S— VBT EH] 124 Y
Ths TLAZICLBE—2RA - L ADEFADFFfEa T — 2, 727V )VHE, &1 R : £48
x70cm, 2HD7xV A, B zw v 2E-> K2/,

Description: When, in 1971, | accepted a visiting professorship at the Birmingham School of Art, |
vowed that during that year in England, | would immerse myself in the paintings and poetry of William
Blake. | read Blake’s poems, especially his Songs of Innocence & Experience and walked to the
places in London where Blake had lived. Then in December 1971, at the Tate Gallery, | saw an
exhibition of Blake’s illustrations for the poems of Thomas Gray. After seeing the exhibition, | began
to use stencils in my painting (400 facsimile copies of Blake’s illustrations, using a stenciling method
[pochoir in French], were made to accompany the exhibition). In Birmingham | cut a stencil of a
silhouette image of the British Harrier Jump-jet that became my symbol for evil—like | imagined
Blake’s Tyger in his poem “Tyger, Tyger burning bright in the forests of the night” was a symbol for
Satan and evil. In the four folios selected for the exhibition (from a series of 25), | have used images
from the exhibition catalogue, Blake’s Tygers, and my Tyger-jets to pay homage to William Blake
and his paintings and poems—and to create new meaning.

A 2 1971 4R 12N — S V4 A ETKE (Birmingham School of Art) THE#HER % L T\ 7zkE, A
FYRTO-FDORIC, 74 VT L - 7L A7 DfREGFOWMFUTHIAL k) LBV E L%,
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7. A Day in the City of the Dead: Egypt in the 1980s
SEHDHITH—H : 19804 RD LY 7

What Crazy Man Would Photograph Children’s Wall Drawings?
(BED T DEH S # EEICHR 2 DX, —REABRKE T ?)

Four single-fold folios (2020-2021)) made from collaged images and acrylic painting and some
with hand-written and stamped text on Lokta paper, each folio measures approximately 19 x 27 %
inches.

A4KD7 VA (O D7 — MMEWM) (2020~20214F) . v 27 Z#t [/ — VELTFE X K]
WiED a7 =Yt 77 )V, FEEPNVALTFEZEL 744 LH 5, YA X §48 x
70 cm

Description: In the spring of 1982, | was in Egypt collecting children’s story drawings and
photographing the drawings made by children on Cairo’s walls. After nearly four months in Egypt
and just three days before | was to fly home, | discovered a treasure-trove of children’s drawings on
the walls of Cairo’s massive cemetery called “The City of the Dead.” Cairo’s poorest residents had
moved into the house-like tombs—they had no other place to live. Their children drew on the walls
by dipping their fingers in mud and scratching on stone walls with rocks. That day a man accused
me of being crazy for photographing kids’ drawings, | encountered a ragged beggar sleeping on a
slab tomb, | was chased by a dog (in mythology dogs are companions to the dead), and |
encountered shrieking mourners whose leader tried to chase me away from the funeral procession.
The four hours | spent that day in “The City of the Dead” were the most vivid of my life! I've made
literally hundreds of images inspired by my experiences that day.

JRDE : 19824FDF, FAMI Y 7' F CTHEEDRZEDZD, A4 v Z Eb b3 finizizs
BEILIg->7D LTWwELL, =P 7 MIHEL T4 » HDRSL, & 3 HTRED DI
KD EVH EE, FAMIAA 0 DFEDH” EMEIEN D A RGBT, BEICE 2 TEDILD X )
WKWIRILD Z EL bW Rld 202 RO F Lz, ZELLLIIRICEZDITTHIVWED,
A2 A TChH T WwWTwE L, ZOHIE, 2EDDIRODEEZR-> T A% B B4
ICRGEVIEED D IN), FuziiotZBRREVELD ETETW D2 R, RITE
ooz LE L (MEEOhTRIZFEEDMETT) , BERXDI L6 ZEWEZ ) &
MERZEFNIE D WE Lz, ZOHBAEOH Tl I U7 4 KefEd . A4 Cie d Sl i Ic %
55DERDELE! COHOREHD oM 2THI> 72fzid, REZETR CHEE, MARICD
DIFH F7,



8. On Rebecoming an Artist: Europe in the 1990s
HUO7 =74 A MCko722 LI220T 1 19904 I — 1 » 3

“Oh, Dear Vincent,” single fold folio with stenciled and painted images, page from an
antique Chinese handwritten manuscript, handwritten and stamped text.
(BiFERh27 40 vy X)) OO0 73V FICAT oL e, PHOTFESECEOE, FEHEE Ly a T

Four single-fold folios (2020-2021) made from collaged images and acrylic painting and some with
hand-written and stamped text on Lokta paper, each folio measures approximately 19 x 27 7z inches.

407304 (COh D7 — MMEM) (2020~20214FE) . v 27 ZHK [ F8— )L BT X K]
WD a7 =277 VIV, FEEPNVaAXLTFEZEL 724D 5, YA X 0§48 x
70 cm

Description: In Paris, in the 1990s, on a visit to the Musee d'Orsay, | encountered Gustave
Courbet’'s The Artist’s Studio “A Real Allegory Summing Up Seven Years of My Artistic Life.” This
monumental painting turned my thoughts to what it means to be an artist—to how a little child who
loves to draw comes to live in an art world. My series of folios about becoming an artist borrows
images from Courbet “studio,” Vermeer’s Painter in His Studio, Van Gogh’s The Painter on the Road
to Tarascon, Francis Bacon’s repainting of Van Gogh’s “The Painter,” Claes Oldenburg’s Maus
sculptures, and Disney’s Mickey Mouse. How does one become an artist? Perhaps by trying to
emulate the artworks of the artists he or she admires—by borrowing their images.

fiat + 19904, /XY DAL L —KAMifl (Musee d'Orsay)Z ditL7chi, X2 A5 —7 7 —)LX
(Gustave Courbet)®i%, (RO 7 bV T : FAOEMWALEDTHER %2 BT 2 HEWER) 1<
2\ % L 72(The Artist’s Studio “A Real Allegory Summing Up Seven Years of My Artistic Life),
COHRZRRIEIC, ZEMEXTH LI EDEKR, 2D, B2 DBRFEL-ADILED
ME ) ZEMEFRTCEE T L DD OV TEZLIEoNF L, AT —T7 4 A M4 58RI
DVNTO—HD 7 ) AT, kB 7—FT4 A MDMEM (o6 T7ATF7) 20 EL: 7 —
ARD (HROT7T Y L) | 7z xXA—=Ld (HRDO7 PV 1) [Fid Rz 1 2y &
DAY IABD Y ~NDBUEITCMWE) . 759V A - R—ayicks3 v+ (HFE) oEH, -
TIRA AN TIUN=TDRERAIDA TV, TAARAZ—DIVvF—TRAEETT, AFEH
POTCT—TAAMNBEZDTLE)?EZoENDODT7—T 4 A FDEMZER LS L LT,
DFD, HOoDEMZMED TTIERWTL £ 9D,



9. Japan in the 2000s:
An Antique Encyclopedia becomes a Palimpsest

20004EfRD HA : AR Y V7R R B I
(XY TR A cHPNEXXTFZH L, INEZ EHE LB

“The Ancient Japanese Encyclopedia that became a Palimpsest, folio 3.”
(AARDWEERIEHA Y v P A M, 74UF3)

Twelve single-fold folios (2019-2020) consisting of the cover and pages from an antique Japanese
encyclopedia. The pages are mounted on dun-color paper from Nepal with collaged and stenciled
images, handwritten, stenciled and stamped text. The folios measure approximately 21 x 31 inches
and are numbered on the lower right. | suggest that all thirteen folios be displayed on a long low
platform running down the center of the second gallery.

12507304 (THOhD7—MMEMS)  (2019~2020 4E) 3 HADOH ERIEF MO LR & H)
5%, = NVHOBEEOORICHERIFIROEE, 27—V 2PAT VI LDix, FEEE
Ny aXF, A X K B53x79%m. FT7 A VAL NICHEZS, I 13D 7 1) A3 T,
B X 7)) ROE{BRVWEBRABIERTS I EZRELET,

Description: In the early 2000s Dr. Masami Toku and | began our research relating to manga and
mangaka, manga publishers, doujinshi, and comic markets. Nevertheless, my interests were not
limited to manga and doujinshi. | was fascinated by antique Japanese books; | began to collect them
and to use them in my artworks. In this series of folios, | mounted pages from an old Japanese
encyclopedia on buff paper from Nepal transforming it into a palimpsest with layer upon layer of
meaning. The text and images became a way of making my own, some of the Japanese places |
visited in the 1980s and 2000s.

fRSE 2 20004 R DPID IC, FAFAEHESE L & iz, 12l LB EEK, Bl Btk FAGE, a3
v PG EIZOWTOMEZIRO L, FADBR)SH > -3 & AL IR, H
AKOELEREICHMIEIPNTOE LA, EXELXEDLD, HoO 7 — MERICH HFEH%
IO F L7, 22XhHsr—HO7+ )4 (oo 7— MM <Tli. HAOHE RS
DEH%Z 2=V DOHEHEEDORD LICERE L, ZI9T5IELET, WAALBREZENRL N v
T AMZLZDTY, X7efzik. FAD3M9804FEAR & 20001 HA CHit 751 %2 H 4y U £
TFREERERDEL -,
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10. MUBARAK DISAPPEARED TWICE — IN CAIRO IN 1982 & ON TV
IN 2011 LN 70 2H A 72 P 19824EICh 4 BT, 201M14EICT L E'T,

“Did the Makers of MoonFaces Make Mubarak Disappear Twice?”
(LT 7% i Z X8 7= D13 Makers of MoonFaces)

Four three-fold folios (2022) composed of small acrylic painting on paper made in Cairo in 1982 and
collaged on Shizen watercolor paper with additional collaged images, hand-written, hand-cut and
stenciled text. Each folio measures approximately 23 x 30 %z inches

407 ) A (Z20 o7 — MEM) (20224E) . 19824EIC A A B THiW/NE T 7))L
W & fhofx%z ., > ¥ ¥ 794 ~(Shizen Design)D/KEHAMKICa 7 —Y 2, FEEXF, U
DIRGT L, ATV VF A X K58 x 77 em,

Description: | watched Mubarak disappear twice—once in Egypt and again in the United States.
From January to April 1982, | was in Egypt lecturing, making art, and conducting research. | arrived
in Cairo just a few months after Hosni Mubarak became president, following the assassination of
Anwar Sadat. Mubarak posters were everywhere; from my studio window in Giza | looked across
an alley and down on a Mubarak poster on a wall. Over the next three months | watched Mubarak’s
face disappear, picked away by the fingers of little children playing in the alley. Then three decades
later, in 2011, on my television screen in New York, | watched Mubarak disappear again. Removed
from the presidency following demonstrations during the Arab Spring Egyptian Revolution. Was it
those same children of Cairo, grown older, who removed Mubarak twice? The series shows how
current events add new and deeper meaning to our past experiences.

JRSE : FMILNT VBB A A0 ERE L, —EIZ=Y 7T, ZEHIZKRET, 198240
1H>»64H, My 7 F G 7 — MilfERWEZ L TwE L, A3A A4 vl WD,
TYI)I s B FREEIN TS RAZ « AT IO KBHEISGRE L 72b 308 HTL 7,
INTITDRAY—=BZZoHIchh E L, SHTDOT MY ZDOEDSAVEED KN Z BT
AHFE, BEICLNTG VDRAY—DRZE L7, 20006 3 7 HORM., fFAMIEEBETESY W E
BLLWRAY —ZHTH EE, DT IVOEVBIEARAMEAI T DERF L, 2005
B0EFED20114E, =2 —F— 7 TTLEZ ATV, FAZHOLNI ZPHA20%2 R E L7,
7o 7TEEEOED LY 7 Fimith, AT 7 I3 KREOELS FTENLDTT, 0k ELTH
DRDAHABDZESTLPREL T, BOLNIFZZBELAZDOTLEII P2 I —HD7 4
VAE, SHOHCRED A b OBEDFEERIC, E)FiBBRLLDIROEREZEZ5D0%
HETW3DTT,
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11 & 12. The Phoenix & The Mermaid in the City of the Dead
[After Amami in 2022 & Perhaps Way Beyond . . .]

WeE DUIDAILE & N fi
(2Q022FEDREEZDHBEBZH6 ZDHboE b - E%k...)

“Single-fold folio: The Phoenix & The Mermaid in the City of the Dead”
(ZOWH D7 4 VA  BEOHTDAILE & Afit)

Four single-fold folios & four triple-fold folios.
ARDZOPHD 7594 (CORDD7—MMEM) E4RD=2H D 7xVF (Z28h D7 —
kR

The single-fold folios (2021) are on irregular handmade sheets of watercolor paper with a collaged
lithograph retouched with colored pencil and stamped lettering.

TOMH D7 VA (20214E) X, ¥W-ChRWAEHHAOFEEHK LIS, Y NI 7DaT7—Y
2, 27—y alliifhECOE O, NraXTFERHLTH B,

The triple-fold folios (2021-2022) are on Shizen watercolor paper with additional collaged paintings,
lithograph images and handwritten text. Each folio measures approximately 23 x 30 %z inches

EOWh D7 4 A (2021~20224F) X, ¥ ¥ ¥ F YA »(Shizen Design)DKEHE LD FiT,
DA77 —=Ya, Y777, FEEOXFZMATH S, M4 X K58 x 77 cm

Description: These two series of folios reveal how memories and images of memories are recycled
and recycled. In the years following my return from Egypt | made a series of paintings and wrote
poems based on my experiences in Cairo’s City of the Dead. And in 1985 | made a lithograph of a
ragged beggar and dog in the necropolis. The lithograph and the paintings have been repurposed
to create an entirely new theme: the saga of THE PHOENIX & THE MERMAID IN THE CITY OF
THE DEAD. This visual narrative shows two seemingly incompatible mythical creatures—one living
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in the sea and the other in the sky, nevertheless having productive and loving parallel mortal lives
together. But when these two creatures enter the City of the Dead as immortals will their partnership
continue?

RS . NS 2O0DEREED 7 4+ VA (T E=2h 07— FMEM) 13, Gl L RO m
BB S ME SV BRINIET 2 RETWET, =27 b o KEIC ﬁofvb@@ﬁfﬂ%ﬁ
A A v DIEE DU TORRERICIE D W AZPRZAIDFEl) £ L7z, 19854EICIE A 2Bz’
EEREHORDY N7 7%EVE L, ZNoD) P77 7 23, &2<H LT —<DfE
mZEBOICHAA LT TCVuET, FiLur—<&id T GEEOHTOARIE & ANf) DOl
TT, ZOHENRYEE \AﬁTT Mx%_ﬁﬁmmﬁE%%%&fmiﬁ —D 3T
FEAR, DI —DFEBIFEATRZICHELS T, o IFTHICELTEDDH L NELRWITL 25
BETVWSE, L, 2OODEZYBARIEDH & LT%%O)HEIN:)\«;%:&%\ HAFBILR 1 He
L DEHID?

Three-fold folios in the series “Phoenix & Mermaid in the City of the Dead”

ARG (GEDORT DA & ANf) D=2 D D7 4 U F
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